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2. Taktwechsel von nach 12/8 (Triolen in~) vs. von C nach 3/4 (IV 835ff vs. 
III 25ff) 
3. gleicher Umriß der Themen in Terzen und Sexten (IV 767-771) vs. III 25-28 
4. gleiche Themenstruktur, schon oben erwähnt 
Teil IV (IV 843-940) vs. vierter Satz und als Coda: 
1. gleicher Themenumriß am Anfang: H-A-(H-Cis-)D-(E-)Fis-(G-Gis-)A vs. 
B-A-D-F-A (IV 850ff vs. IV lff) 
2. wiederholtes festes H-A (IV 843ff) als Antwort auf den unsicheren Ostinato 
D-Cis-H-B-A-H-Cis-D (I 513ff) 
3. Verkürzung der Themen und Motive, Verbindung und Vereinfachung: A und D 
herausgearbeitet 
Je tiefer man in dieses aus einem Guß geschaffene Werk eindringt, desto mehr wird 
man von Erstaunen über diese übermenschliche Leistung überwältigt. 
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R. Morgan Longyear 
THE ECOLOGY OF 19th-CENTURY OPERA 
The term "ecology" is commonly defined as "that branch of biology which embraces 
the interrelations between organisms and their environment" . For nearly 50 1ears the concept of human ecology has been employed in studies of the community . In 
applying this concept to music, it is necessary to place an item, or group of items, in 
relationship to the total environment, in a broad, comparative, exploratory framework 
complementary to the traditional historical and particularizing approach 2 . 
Opera is the musical genre most amenable to study from the ecological perspective 
because there are more production statistics available than for any other musical 
form. Models of operatic ecosystems show an open system in the nineteenth century 
which includes a greater number of variables and interaction patterns than the hierarchic 
and closed system of "court opera• or the opening systems of eighteenth-century 
commercial centres. The principal tools for studies of the operatic ecosystem are 
statistical: lists of performance play the same role as demographic statistics in human 
ecology. Additional materials include writings by articulate non-musicians as well as 
musical memoirs, archival material from intendants and impresarii, and eminence 
ratings 3 of individual operas and their composers. Topical and stylistic analyses of 
librettos and music aid in ascertaining reasons for success, failure, or non-acceptance 
of given works. 
The ecosystem incorporates the ideas of changes, disturbances, and barriers. Changes 
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(e. g., from "opera comique" to "opera lyrique") occur within the context of the 
ecosystem. Disturbances occur chiefly through the introduction of foreign operatic 
idioms 4 and result in acculturation, assimilation, or barriers. 
The applications of the concept of operatic ecology to be presented include (1) a 
quantitative study of operatic premieres from 1789 to 1939 5 and (2) an examination of 
the barriers to the full acceptance of eastern European „ national opera" in the West . 
Though the early nineteenth century is regarded as a period of prolific opera composers, 
the peaks of operatic premieres set during the closing years of the eighteenth century 
are not surpassed until the mid-1840's, the early 18501s, and 1876. The major surge 
of operatic premieres occurs after 1890 with the peak year 1924. The number of 
premieres cannot be correlated with trends in economic prosperity 6. In studying 
individual cultural areas, depressions in one are frequnetly counteracted by activity 
in another. Wilhelmian Germany (1888-1918) was highly productive of new operas, 
second only to the period of the Weimar Republic (1920-33). France and Italy had the 
fewest years without premieres, Austria the most. The picture throughout the period 
in question is of progressive decentralization and internationalization of opera. 
Loewenberg's accounts of foreign first performances show a steady movement from 
west to east but a sluggish and sporadic reverse flow. Barriers against the musical 
idioms and foreign languages were not highly consequential, for excerpts from these 
operas (especially overtures) were often performed and the original language was 
frequently translated into the local vernacular. Some seasons of eastern European 
opera (Vienna, 1892; Russian opera in Paris and London soon before World War I) 
may have beeti politically motivated. Western composers also mined veins of musical 
exoticism and created stereotypes against which the native product (e. g., Erkel's 
"verbunkos" style) were compared, the nationalist symphonic poem was a less 
expensive musical vehicle than opera, and the subject of the opera was often a de-
terminant factor: the principally historical opera with a localized subject (many of 
Smetana's, Erkel's, Moniuszko's) was least likely to achieve international success. 
Glinka's "A Life for the Tsar" and Musorgsky's "Boris Godunov" owed their Western 
success not only to star singers like Shalyapin but also to the combination of psycholo-
gical drama and spectacle, with history serving as a backdrop rather than a central 
theme. Psychological dramas, by themselves or in conjunction with historical subjects 
or fantasy, were the most internationally successful „ national operas" . The first 
appearance of such operas in Western Europe between 1878 and 1914 coincided with 
extreme stylistic fluctuations and instability in Western music, a proliferation of new 
operas, the internationalization of the operatic repertoire, and revivals of older 
operas which were attaining the status of "classics" . 
Footnotes 
1 The basic formulations were stated by R. McKenzie in a group of essays between 
1924 and 1936, recently compiled in A. Hawley, ed., "Roderick D. McKenzie: On 
Human Ecology", Chicago 1968. Hawley's "Ecology: Human Ecology ", Inter-
national Encyclopaedia of the Social Sciences, New York 1968, IV, 328-36, gives 
a broader framework than his "Human Ecology", New York, 1950. 
2 Recent studies in human ecology have mainly focused on deviant behavior: e. g., 
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T. Pettigrew and R . Spier, "The Ecological Structure of Negro Homicide", American 
Journal of Sociology, 67, 1962, 621-29. Among the many ecological studies the 
s, 
following are especially recommended: W. Gallie, "Explanations in History and the 
Genetic Sciences", Mind 64, 1955, 160-180; E. Jones , "Cause and Effect in Human 
Geography" , Annals of the Association of American Geographers 46, 1956, 369-77, 
and H. and M. Sprout, "The Ecological Perspective on Human Affairs", Princeton 
1965. 
3 The technique is described in P. Farnsworth, "The Social Psychology of Music", 
Iowa 21968, 100-110. 
4 See J. -G. Prod'homme, "The Works of Weber in France, 1824-1926", MQ 14, 
1928, 366-86, and "Rossini and His Works in France", MQ 17, 1931, 110-37. 
A description in capsule form of the 19th-century Russian ecosystem is in V. 
Fedorov, "Cajkovskij: Musicien Type du XIXe si~cle ?• AMl 42, 1970, 60-61. 
5 From A. Loewenberg, "Annals of Opera", Geneva 21955. Loewenberg's list 
represents a selective rather than complete list of operatic premieres but is 
sufficient to show prevailing trends and includes all works with "impact" and 
"significance" (concepts from J. Lukacs, "Historical Consciousness", New York 
1968, 128-37). 
6 V. Kavolis, « Economic Correlates of Artistic Creativity", American Journal of 
Sociology 70, 1964, 334: "not the level of economic achievement, but the proportion 
of social resources . . . • allocated governs artistic support. 
Jan Maegaard 
ARNOLD SCHÖNBERG: OP.16 NR. 3 
Op. 16 Nr. 3 - kaum ein anderes Werk von Schönberg wurde im vergangenen Jahr so 
intensiv in der Fachliteratur behandelt. Erich Doflein, Peter Förtig und Josef Rufer 
haben in „ Melos" zur Erhellung der diesem Satz innewohnenden Problematik beige-
tragen. Mich hat im besonderen die Tatsache interessiert, daß ein nahezu konsequen-
tes serielles Verfahren in diesem im Jahr 1909 komponierten Stück feststellbar ist. Zum 
Beleg möchte ich einige Fragmente einer strukturellen Analyse vorlegen. 
Die Musik verläuft in mehreren Schichten (s. Beisp. 1). Erste Hauptschicht ist das 
ununterbrochen durch das ganze Stück gehende, fünfstimmige Akkordkontinuum. Eine 
zweite Hauptschicht wird von den übrigen, mehr punktuell einsetzenden Elementen aus-
gemacht. Das Akkordkontinuum ist vorerst von zwei Blickwinkeln her beschreibbar, 
dem der Tonqualitäten und dem der Klangqualitäten. Diese beiden Aspekte sollen im 
folgenden eingehender betrachtet werden. 
Die Organisation der Tonqualitäten wurden in ihren Hauptmerkmalen bereits von Peter 
Förtig angedeutet. Die Akkordfolge , 61 Akkorde, ist meist schlicht fünfstimmig. 
Einmal, im 9. Akkord, ist Vierstimmigkeit zu verzeichnen, und einmal im 20. und 21. 
Akkord, steigert sich die Stimmzahl zu 6 und 7. Beide Male handelt es sich um Über-
gänge von einer Transpositionsstufe zu einer anderen. Aus der Analyse erhellt, daß 
eine intervallisch fixierte Modellfolge von 7 Akkorden siebenmal vorkommt. Diese 
Akkordfolge wird durch eine allen Stimmen gemeinsame Stimmbewegung reguliert: 
steigende kleine + fallende große Sekunde. Am Ende erklingt also der Anfangsakkord 
(A) einen Halbton tiefer. Die Modellfolge fängt mit A an und schließt mit' A (-1). In 
den Akkorden 8-10 findet eine Modulation drei Halbtöne aufwärts statt, von A (-1) zu 
A (+2), und die neue Transpositionsstufe wird in den Akkorden 10-13 bestätigt. Die 
m zweite Folge umfaßt die Akk. 13-18. Am Ende ist eine kleine Unregelmäßigkeit zu ver-
zeichnen, indem die Baßstimme die Bewegung nicht mitmacht. Wieder folgt eine 
